Introduction
The development of early twentieth century modern dance was informed by a complex nexus of processes characterised both by anti-balletic tendencies as well as a return to basic cultural practices such as folk and quasireligious ritual performance. Such practices were often mediated by representations of the Oriental 'Other', which were used to construct an art form that was viewed as distinctively national, and, in this case, 'German'. In this paper, we centre our argument on the case study of Mary Wigman's Hexentanz II (1926) , positing that this seminal work was a prominent example of a social and aesthetic process by which the exotic becomes a vehicle for the construction of national and nationalist forms of modern dance.
Susan Manning (1991; ) is a leading authority on Wigman's work whose studies highlight the shifting social and aesthetic conditions in which Wigman operated, analysing works from her earliest choreographies to the post-war period. Manning (1993) placed great emphasis on the intersection of nationalism and feminism, which, as she argues, characterised Wigman's work in the period of the Third Reich (1933) (1934) (1935) (1936) (1937) (1938) (1939) (1940) (1941) (1942) (1943) (1944) (1945) . Her study takes into account dance works that Wigman produced throughout the Nazi ascendance to power, highlighting her trajectory and survival as an artist. Karina and Kant (2003) have examined Wigman's alliance with the Nazi regime, identifying elements in her work that they argue reflect state ideology. Howe (1996) discusses Wigman's oeuvre from a philosophical-artistic perspective, focusing on individuality, artistic expression and embodied transcendence. Shorter studies (Banes, 1998; Burt, 1998) Oriental to the nationalist. This paper rationalises such a shift by arguing that Hexentanz II marks the beginning of a wider symbolic and Orientalist process embedded in dance production of the period. This process refers to the ritualistic presence of the 'Other' in dance, but also to the way in which non-Western material becomes a vehicle for the production of a 'German' modern dance more widely. Said (1978) argued that the appropriation of the 'Other' for the benefit of the West is at the core of Orientalist practice.
However, the outcome of this process involves Wigman's participation in the production of dance in the Nazi period.
As we shall show, the trajectory from the non-Western to the nationalist is homologous to a wider social process of state formation and social change in Germany. Thus, this paper provides a re-reading of the making of Hexentanz II, drawing on the social history of the period in question in order to present a new history of the dance that specifically examines the conditions of artistic production, with the aim of uncovering the relationship between wider social/historical processes and artistic endeavours. (Said, 1989, p.206) . These populations are represented as the opposite of the West, namely primitive, inferior, mysterious, and potentially threatening, yet in certain respects maintaining a kind of primal purity (Said, 1978, p.115 (Said, 1978, p.97) . As such, Orientalism refers to a set of assumptions embedded in the representation of the 'Other', which, as anthropology has shown, is constructed rather than encountered (Fabian, 1990, p.755) .
Orientalism and dance have been at the centre of academic debate, with scholars arguing for the strongly Orientalist and sexualised character of both ballet and modern dance (Desmond, 1997; Koritz, 1995; Martin, 1997) , and others arguing against the Saidian idea (Burt, 1998; Copeland, 1996) . Burt (1998, p.165) (Koritz, 1995; .
However, this artistic turn to the 'Other' began with the appropriation of Continental folk dances (see Arkin and Smith, 1997) , what in retrospect we label as national dances, and further with the appropriation of Eastern dances (Egyptian and Arabic) as ritualistic, primitive, and often
sensual. Folk dances expressed what Johann Gottfried
Herder (Adler and Koepke, 2009 ) referred to as Volksgeist; namely, they were seen to encapsulate the suppressed spirit of people living under imperial dominion (Banes, 1998; Garafola, 1998 (Garafola, 2005) . This move indicated a new autonomy in dance making, as content and style were not prescribed or determined by power. Furthermore, modern dance was also anti-balletic in terms of its movement and narrative (or abstract) content.
Mary Wigman was a dance maker whose work was also heavily influenced by these structural changes, in a social, political and aesthetic environment characterised by modernisation and capitalist advancement. Born to an upper middle-class family in Hanover in 1886, she resolved to become a professional dancer relatively late in life, in her mid-twenties (Howe, 1996, p.96) . She explored alternative methods of creating dance to the dominant form of ballet outwith theatrical structures. Her experimentations with improvisation and free movement reflected the widespread popularity of body culture movements in Germany at the turn of the century (Manning, 1993) . Wigman studied in these new conditions, as we shall see.
Initially, she studied rhythmic gymnastics with Émile-Jaques Dalcroze in Hellerau. Dalcroze encouraged group exercise and placed emphasis on movement as a means to a healthy lifestyle (Manning, 1993, p.52 (Manning, 1993, p.78) . Ritualism became a common element in dance making in these first decades of the twentieth century, evident even in the work of Isadora Duncan and Ruth St. Denis, who coupled their teaching of free movement and improvisation with elements of theosophy and religion while emphasising the importance of nature (Tomko, 2004 (Scheyer, 1970, p.20) .
Introduced to the use of primitivist masks by the Zurich Dada group (Manning, 1993, p.71 performance a sense of dread that was inextricably tied to the threatening potential of the 'Other'. Wigman (1966, p.42 ) noted that she was compelled to perform this Oriental ritual dance, clothed in a mask that seemed to have a life of its own:
The Witch Dance mask possessed its own personal life. Every movement of the body evoked a changed expression of the face; depending on the position of the head, the eyes seemed to close or to open. As a matter of fact, even around the mouth-intimated with a few strokes of the brush-there seemed to play a smile which, in its unfathomableness, was reminiscent of the Sphinx. Howe (1996, p.124/128) However, this 'turn' represents a double-edged sword for analysis of dance production in this period. As Said (1978) also argues, the construction of the 'Other' as the opposite of the West is simultaneously a valorising and demonising process. On one hand, the turn to the 'Other' exemplifies the need for a return to authentic, traditionalist practices as a means for renewal; ritualism, 'Othering' and primitivism in early Modernist dance reflected this desire for new forms of being and, as such, it becomes a valorising process.
However, this kind of 'turn' is performed through pre- 'German' dance emerged through a process of refinement, passing from an experimental state (the ritualistic performances in Ascona) to one with specific technique, themes and style, promoted as a national product. Meduri (cited in Reed, 1998, p.508 ) presents a similar argument in her study of the Indian devadasi dance: she describes the transformation of the form from a pre-colonial practice as a temple-ritual dance into a temple 'prostitute' or 'girl' dance during the nineteenth century, and then into an 'emblem of the nation' in the twentieth. We can trace this process of transformation in the work of Mary Wigman, whose experimental and ritualistic dance works of the 1920s gradually gave way to a more subdued aesthetic in keeping with state guidelines throughout the era of National Socialism (Karina and Kant, 2003 3. However, this was to change significantly during the Nazi period (Manning, 1993) .
4. Habitus: 'a set of historical relations "deposited" within individual bodies in the form of mental and corporeal schemata of perception, appreciation and action' (Bourdieu and Wacquant, 1992, p.16 ).
5. See: online video 6. Elias's argument is here used as a thick description of the process of behavioural modification and development of a particular way of being as a result of state formation. However, Elias has received a number of criticisms about his endeavour to discuss a process of cultural development in the West (Van Krieken, 1989; Duerr, 1993 [cited in Van Krieken, 2005 ). Duerr (1993 , as cited in Van Krieken, 2005 argues that Elias adopts a rather imperialist stance taking the civilising process as a process of achieving superiority. However, our use of Elias here does not assume such a stance, but rather is used to contextualise a process that conceals power relations between the West and the Orient.
Van Krieken (1989) also argues that Elias's analysis is limited in that it closely links state formation, social change and self-restraint without taking into account individualisation, namely individual potential for a sense of self and a type of action that is not as bound by what Elias sees as increased social interdependency especially within the urban setting. Indeed, Elias views structural macro-processes as all too powerful and individuals within these as lacking the potential for resistance. Although this discussion falls outwith the scope of this text, we do not wish to see Wigman's work as a mere reflection of this process but rather see the making of Hexentanz II as informed by these wider phenomena.
Van Krieken (1989) also argues that bureaucracy, which he sees as distinct from state formation, has not been adequately taken into account in Elias's work. He argues that behavioural modification has been further enforced by bureaucratic organisation, which is linked to the centralisation of authority and the development of rules around tasks and obligations. However, in Court Society (1983), Elias does describe processes of rationalisation and compartmentalisation of tasks and duties, which can be seen as primary references to bureaucratisation. Also, in his discussion of German culture in The civilizing process (2000), Elias indicates that values around rational organisation of production and efficiency are very much signs of bureaucratic organisation, as Weber also describes it (See Gerth and Mills, 1991) , and were indicative of the construction of a distinctive, yet class specific, habitus of the German capitalist aristocracy. For the purposes of this article, what we draw on mostly is Elias's idea of a social process of class formation and interest as a part of a state formation which reflects to some extent on the making of dance in this period, especially on the level of ideology and, in the end, nationalist ideology and institutional production.
